All contributions presented at the festival were developed in three art labs over a year in a group of more than 60 artists, philosophers, artist-philosophers, and philosopher-artists, in order to put into practice the concept that meaning is not grounded in a single subject, as the subject of modernity wrongly assumed, but emerges from differential relations to others. Meaning does not reside in a transcendent, second world of pure possibilities, as if it existed independently in itself behind the empirical context in which it appears (see: Krämer 2004 , Mersch 2001 , Fischer-Lichte 2004 , Wirth 2002 . On the contrary, from an immanent perspective, it is created immanently-to wit, out of the differential relations somebody shares with others within a certain earthly milieu.
Hence, the affective capacity that allows bodies to affect other bodies, and ideas to affect other ideas and be affected by them, has to be considered a constitutive dimension of both, bodies and ideas, so that "an animal, a thing", or an idea "is never separable from its relations with the world" (Deleuze 1988, 125) . Neither ideas nor bodies exist apart from their affective capacities in a "Hinterworld" (Nietzsche) , but rather they exist as parts of a worldwide web of relations, which form the world they are actually exposed to and embedded in. Bodies and ideas thus literally occur between one and another, in a collective rather than an individualistic manner: as a mode of existence among others (Deleuze 1992 , 191-320, Spinoza 2000 ; as the singularity of a multitude that grows immanently out of processes of differentiation (Nancy and Schérer 2008 , Deleuze 1994 , Böhler 2014 , as a form of Being Singular Plural (Nancy 2004 (Nancy , 1988 (Nancy , 2003 .
From an immanent point of view neither thinking nor the production of art can therefore be considered the outcome of an isolated subject. Rather, both must be conceived as expressive modes of being-in-the-world, that is to say, of being-in-touch-with-others. In this context, ethics "is no longer a matter of utilizations or captures, but of sociabilities and communities. How do individuals enter into composition with one another in order to form a higher individual, ad infinitum? How can a being take another being into its world, but while preserving or respecting the other's own relations and world?" (Deleuze 1988, 126) .
Philosophy On Stage #4
Thus, the main purpose of Philosophy On Stage #4 "Artist-Philosophers. Nietzsche et cetera" was to compose a transdisciplinary field among philosophers, artists, scientists and the audience. And indeed, Nietzsche's concept of the "Künstlerphilosoph" (artist-philosopher) became a guiding code of practice for us. Firstly, this is because he developed the conceptual persona of the artistphilosopher as the counter-ideal to the ascetic priest who in fact is the earthly milieu out of which, for Nietzsche, transcendent illusions are born. Secondly, this is because Nietzsche considers artistphilosophers to be a new species of philosophers whose taste and inclination are somehow the reverse of their precursors (Nietzsche 1966, 11) by overcoming the rancour against sensuality so typical for philosophers and their rational image of thought. Thirdly, this is because Nietzsche, being an artist-philosopher himself, displaced the classical image of art and philosophy in a direction that calls philosophers and artists to come to cross over the boundaries of their disciplines in order to re-create their traditional images anew; and precisely not to make them both, art and PERFORMANCE PHILOSOPHY VOL 3 (3) (2017) philosophy, one and the same. On the contrary, according to Nietzsche, by virtue of their differential combination, something is called to arrive that provides both disciplines with a power to overcome their past and to differentiate themselves from it, for the sake of a new philosophy and art to come.
In order to perform philosophy on an ele_mental (Fink 1977 , Merleau-Ponty 1968 , Böhmer and Hilt 2007 level as an arts-based research matter, Nietzsche was forced to call for a new kind of artistphilosophers to come-"philosophers of the future"-who are ready to demonstrate their ideas both on a conceptual and an embodied, corporeal level (Nietzsche 1980 , 15-17, 59-63, Derrida 1997 , 34 et seqq., GRENZ_film 2005 . Staging philosophy thus makes sense in particular with a view to creating an image of thought (Deleuze 1994 , 129-167, Rokem 2010 ) that wants to remind us, philosophers and non-philosophers (Balke and Rölli 2011, 7-27) , to remember the significance of the material conditions at work while somebody is doing science and philosophy.
This is also what, for us, gives performance philosophy an essentially political relevance as it not only draws explicit attention to its own conditions of production, but also seeks to embody and communicate a form of philosophy that is relevant to the experienced world.
Performative Encounters
Starting from this philosophical assumption that meanings and possibilities are generated immanently out of the differential relations somebody shares with others within a concrete earthly milieu, we realised two main events in the course of the above-mentioned research project, on which this publication is based: During the research festival these contributions were exposed to our audience in order to compose collectively a more extended relational field of a collective body, stimulating new forms of being-with, of sharing a form of life with others.
The emergence of a particular immanent conception of philosophy and the arts during the research festival was hence the creative result of all those involved: the audience (more than 1,000 people over 4 days) and all the human and non-human bodies that shaped the field of the festival by virtue of their participation. Finally the collective field, shaped by singular events modulating the field, generated a form of life, governed by philosophical thoughts and art productions.
Second Encounter: Conference "The Concept of Immanence in Philosophy and the Arts"
The conference "The Concept of Immanence in Philosophy and the Arts" at Angewandte Innovation Lab (AIL) Vienna was a second core event on which this publication is based. It opened a space for PERFORMANCE PHILOSOPHY VOL 3 (3) (2017) intense discussions and reflections on our research thesis that the notion of immanence has become a key concept for contemporary philosophies and the arts. In line with Gilles Deleuze and Félix Guattari, we discussed whether the entire history of philosophy can be presented from the viewpoint of instituting a plane of immanence (see Deleuze and Guattari 1994, 44) According to the discussions in the conference, there are at least three key reasons why the concept of immanence is relevant for the arts and contemporary philosophies, and in particular for the crossover of the arts and philosophy:
• Firstly, immanence becomes crucial when one seriously intends to intensify the attention for the collective field in which philosophy and the arts shall encounter each other empirically.
• Secondly, intensifying the attention for the field means to think in relations and ask questions like: "How should individuals enter into composition with one another in order to form and modulate a collective field in which they are able to grow singular-plural?"
• Taking care of the field also means that the audience gains a new significance as an active part of the research corpus.
Contributions
This special issue of the Performance Philosophy journal is divided in three sections:
1. "Nietzsche Et Cetera-Philosophy On Stage"
2. "Artist-Philosophers-Philosopher Artists. Writing Immanence"
3. "The Concept of Immanence in Contemporary Philosophy and the Arts"
The first section comprises texts by Arno Böhler, Dieter Mersch and Andreas Urs Sommer. These investigate the role of Nietzsche's work within the genealogy of the concept of immanence for contemporary ways of doing philosophy and performing the arts.
Arno Böhler starts the section with a text in which he reads Nietzsche's critique of the "ascetic ideal"
as an approach toward an immanent conception of philosophy. Arguing in line with Nietzsche, but also with Spinoza and Deleuze, Böhler states that the most explicit representative of a transcendent interpretation of life, the ascetic priest, dwells in a self-contradictory state of beingin-the-world. On the one hand, the ascetic priest has to make people believe in illusions of PERFORMANCE PHILOSOPHY VOL 3 (3) (2017) transcendence by denouncing our earthly existence. On the other hand, it is his appetite to persevere in being that secretly demands him to promote such a "will to nothingness". Böhler interprets Nietzsche's concept of the artist-philosopher as the arriving counter-ideal to the ascetic ideal performed by a new species of philosophers who no longer share the hidden aggression against sensuality but "stay true to the earth" (Nietzsche 2005, 106 ).
This leads him to the second part of his text, the analysis of the research festival, Philosophy On
Stage #4 "Artist-Philosophers. Nietzsche et cetera". The basic intention of the research festival was to stimulate an artistic-philosophical confrontation with Nietzsche's art-like way of thinking by experimentally testing modes of arts-based philosophy, able and willing to counter in practice the ascetic image of thought. Arts-based philosophy hence gives back to philosophy its corporeality, materiality and fleshly sensibility by staging philosophy. well as the metastability which he attributed to technical objects can support our understanding of the body's engagement within the process of music making. Being itself individuated in a process of permanent transduction, the performer's body operates as a main transducer or a "capturer of forces" within the musical performance, which, in connection with other transductive processes and non-human components, shapes the actual rendering of the musical event from one immediate moment to the next. To be able to describe the many transductive transformations that constitute the process of the musical event, de Assis also introduces the term "micro-haecceity", which he understands as a temporal radicalisation of Deleuze and Guattari's concept which allows us to capture the high-speed succession of meta-stable actions in the musical performance. As this exploration reveals how transductive processes generate specific spaces that can be mapped without reference to a coordinate system external to this field, and are thus related to immanent processes of individualisation, de Assis argues that the concept of transduction emerges from "pure immanence".
Shifting the focus from Simondon to François Laruelle's conception of immanence, John Ó Maoilearca attempts to understand the radical democratisation of thinking by non-philosophy as a performance philosophy. By doing so, philosophy not only loses its exclusive right to determine what thinking is, but can also be used as raw material for other forms of thought. Through this "Non-Parmenidean Equation: 'Practice = Thought'" it becomes possible to understand it as performance and to multiply it by mutation, instead of limiting it by a definition. However, one must be cautious not to introduce philosophy anew as supreme authority in this, for example, by leaving it to philosophy to define (in a non-performative way) what performance is. It needs a nonphilosophy to expose these hidden hierarchies, to insist that "not everything is philosophisable",
and therefore to open up thought to non-philosophical performances. With Kirby's works on happenings and his concept of simple acting, Ó Maoilearca can now designate non-philosophy as an act of restored behavior (of philosophy), a form of cloning that due to its expression includes mistakes and mutations. One has to understand this clone (of philosophy) as an act, a gesture within which philosophy is repeated as a whole. By it, the false authority of philosophy to enclose thinking in one act-grounding, reducing, subtracting, criticising etc.-is exposed and subverted.
In Laura Cull Ó Maoilearca's dedicated contribution we follow the author in an extension of Laruelle's non-philosophy to a critique of a recent series of works on the philosophy of theatre by PERFORMANCE PHILOSOPHY VOL 3 (3) (2017) Alain Badiou. Coming from a standpoint which advocates performance's "own thinking" rather than performance or arts in general being the object which philosophy has to think, Cull argues against the philosopher's self-assumed role as the "gatekeeper" to the definition of both theatre and project which enacts a democratisation of thought, which allows us to prefer pluralistic rather than authoritative thought practices, whatever form they might take in a given situation.
Following on from Cull's chapter, the philosopher Stephen Zepke sets out to confront Deleuze and Guattari with the contemporary hegemony of "postconceptual art" by invoking a concept of "minor contemporary art". The three aspects of photography, technology in the arts and the "conceptual turn" in contemporary art will serve as bones of contention in this discussion. By reducing sensation to a single plane (the conditions of the experience of time and space) through the production of snapshots which spatialise time and subject it to representation, photography homogenizes every ontology of difference. The revolutionary potential of art to disrupt "the structure imposed upon perception by the understanding" by creating explosions within perception is thereby diminished and substituted by a cliché. At first glance, the cinema with its evolution from movement-image to time-image might have the ability to subvert this representational image of thought. But Deleuze is quick to point out that above all the electronic image reduces art anew to an "unlimited finity" through a process paradigmatic to the societies of control, the ubiquitous transformation of all processes of life into information. Nevertheless, this cybernetic calculation contains within itself a point of resistance against it. With Guattari's new concept of the readymade, which he sees less determined by intention or meaning, but rather by a "problematic affect", Zepke manages to find a way out of conceptual art by going through it and advocating proper post-conceptual art. Composed of these three sections-each addressing immanence from a different perspectivethis special issue of Performance Philosophy in itself is about to form a research-corpus, immanating in the field of performance philosophy. In accordance with Deleuze, we call the process in which something takes place, immanation. "Immanation is a life of immanence within itself" (Böhler 2014, 172) . Since the very nature of immanence can only "immanate" by virtue of a research performance that demonstrates a proper "fleshly" mode of its temporary becoming, another task of this publication was to provide a space for various textual styles trapping that "fleshly" mode. A space that is able to design a text-corpus on a plan(e) of immanence that allows immanence to express itself in a particular mode through a special configuration of "texts" in various styles, pictures, media, etc… To speak about the style or performativity of language/texts is to speak of what their effects are on readers and the world. This volume of Performance Philosophy explicitly seeks to embody an immanent conception of the arts and philosophy. A conception immersing into the continually live performance of being in the experienced world, " […] contrary to a deeply rooted belief, the book is not an image of the world. It forms a rhizome with the world […]" (Deleuze and Guattari 1993, 11) .
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